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Who is Cécile Chaminade? 
Who is Cécile Chaminade (1857-1944)? Here are some ways people have answered this question. 
The opening lines for an entry of Chaminade by Marcia Citron in the Grove Dictionary of Music 
and Musicians include:  
French composer and pianist. While it is striking that nearly all of Chaminade’s 
approximately 400 compositions were published, even more striking is the sharp 
decline in her reputation as the 20th century progressed. This is partly attributable 
to modernism and a general disparagement of late Romantic French music, but it is 
also due to the socio-aesthetic conditions affecting women and their music.1  
 
When I read this, I was very surprised that Citron, a leading scholar on Chaminade and gender and 
music, presents Chaminade by first describing the composer’s publication and reception history. 
The paragraphs that ensue inform the audience of a short biography of Chaminade, noting some 
of her key compositions and career highlights. While Citron sprinkles in a line about Chaminade’s 
composition style, most of this encyclopedia entry revolves around criticism of Chaminade's 
aesthetic and gender. It was then that it first piqued my interest that the first thing people focus on 
regarding Chaminade was not necessarily her soundscape but the reclaimed reception of her works.  
Let us take a look at criticism in modern newspapers to get a different picture of 
Chaminade. In a 2015 recital of Ludwig van Beethoven, Claude Debussy, and Chaminade by 
mezzo-soprano Anne Sofie von Otter, The New York Times music critic James R. Oestreich wrote 
that “[Chaminade’s] music [revealed] no profundity but everywhere charm and intelligence.”2 In 
                                                
1 Marcia Citron, “Chaminade, Cécile,” Grove Music Online, accessed February 1, 2021, 
http://www.oxfordmusiconline.com. 
 




this particular concert, von Otter programmed six of Chaminade’s songs in the second half of the 
concert in two sets, after Debussy’s Trois chansons de Bilitis. The pieces performed by Chaminade 
were: “Te souviens-tu,” “Si j’étais jardinier,” “Viens, mon bien-aimée,” “Voisinage,” “L’anneau 
d’argent,” and “Ronde d’amour.”3  According to Oestreich—and I would agree—compared to the 
lamentful and somber melodies of the Debussy songs, Chaminade’s songs were generally lighter 
and more tender in spirit. However, this comment by the music critic is certainly a stereotype: 
Oestreich perpetuates the idea that women cannot be serious composers. When I re-listen to the 
program, the grounds on which Oestreich would have considered a piece to be profound appear 
rather arbitrary.  
Finally, in music textbooks, such as Richard Taruskin’s Oxford History of Western Music, 
Chaminade is mentioned as part of a milieu. Taruskin only mentions Chaminade by discussing a 
single composition, the “Pièce dans le style ancien” for piano (1893), within a chapter dedicated 
to Erik Satie, Claude Debussy, Gabriel Fauré, Maurice Ravel, and Lili Boulanger, French 
composers of the twentieth century. In this chapter, Taruskin discusses French modernism's 
departure from German romanticism’s “maximalized emotional or psychological content.” 4 
Taruskin lists Chaminade’s piece in a brief excerpt about French composers who composed works 
“dans le style ancien,” or in the ancient style, a strategy used by French composers to resist 
Wagner’s musical influence.5 We learn nothing about her biography or significance for music 
history beyond this. 
                                                
3 “Angela Hewitt & Anne Sofie von Otter,” Le Poisson Rouge, accessed February 23, 2021, 
https://lpr.com/lpr_events/angela-hewitt-anne-sofie-von-otter-january-21st-2015/. 
 
4 Richard Taruskin, “Getting Rid of Glue,” in Oxford History of Western Music (New York: Oxford 
University Press), Volume 4, https://www.oxfordwesternmusic.com. 
 
5 Taruskin, “Getting Rid of Glue,” Volume 4.  
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Despite having published more than 400 compositions, Chaminade is little known to 
twenty-first-century musicians, let alone general audiences in North America. Yet, Chaminade’s 
name seems to comes up when people want to reference women composers alongside Clara 
Schumann or Fanny Mendelssohn. As a result, people tokenize Chaminade as one of the female 
composers that “made it,” despite many not knowing her music or legacy. I am going to take this 
thesis as an opportunity to explore distinct moments in her reception history to try and understand 
when that tokenization happened. But first, I’d like to introduce you to Cécile Chaminade: who 
she was, and who she is.6 
——— 
Born in Paris into a comfortable, bourgeois French family in 1857, Chaminade received a fine, 
private music education. Chaminade was taught by her mother, who was an excellent pianist and 
singer. In Chaminade’s youth, the family had a villa at Le Vésinet, a suburb of Paris, where the 
Chaminades were neighbors with Georges Bizet. Bizet soon recognized Chaminade’s talent and 
recommended that she enrolls in Félix Le Couppey’s class at the Paris Conservatoire. However, 
Monsieur Chaminade refused, as he thought that “ran counter to his views on proper decorum for 
young women of their class.”7 
 Despite her father’s intervention in Chaminade’s formal conservatory attendance, 
Chaminade was able to study with Le Couppey privately. During this time, Chaminade also had 
composition classes from Augustin Savard and ensemble studies with Benjamin Godard, who 
                                                
6 Much of my own research on biography is indebted to the scholarship of Marcia Citron, whose deep 
engagement with Chaminade’s life and works was a part of musicology’s feminist turn in the mid-1980s. 
 
7 Citron, Cécile Chaminade, a bio-bibliography (New York: Greenwood Press, 1988), 4.  
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wrote in the Romantic style. 8  Chaminade’s private music education had likely closed off 
interactions with other musicians and potential future patronage networks. Nonetheless, 
Chaminade cultivated a private social network through her family’s connections and the salon, 
where she had her start.9 In Chaminade’s time, it was incredibly challenging for a woman to break 
into the European musical scene and be taken seriously as a composer (contra performer). 
According to Marian Wilson Kimber, “for an upper-class nineteenth-century woman, receiving 
money for musical activities meant compromising her social position.” 10  These events in 
Chaminade’s early musical journey would come to have a major effect on her subsequent career. 
By the influence of her mentors, Chaminade developed a strong stylistic affinity with the 
Romantic style. In an interview with The Washington Post in 1908, she claimed, “I am essentially 
of the romantic school, so all my work shows...I love the intimate life of the mind and soul, but I 
want to depict it not interested in carrots and onions, but in its proper perspective of distance and 
time, through the golden haze of illusion and fantasy.”11  This imagery, as communicated by 
Chaminade, is very vague. It appears that Chaminade wanted to distinguish herself with a career 
but did not shape a clear direction for that ambition. Chaminade would stick to the Romantic style 
                                                
8 William Henry Humiston, “Chaminade,” The Independent ...Devoted to the Consideration of Politics, 
Social and Economic Tendencies, History, Literature, and the Arts (1848-1921), October 29, 1908, 
ProQuest. 
 
9 Jessica Stankis, “Rethinking Cécile Chaminade’s Concert Tour of the United States, 1908” (PhD diss., 
Arizona State University, 2006), 27-28.  
 
10 Marian Wilson Kimber, “Felix and Fanny: gender, biography, and history,” in The Cambridge 
Companion to Mendelssohn, ed. Peter Mercer-Taylor, (Cambridge: Cambridge University Press, 2004), 
45.  
 
11 “Mme. Chaminade, Greatest Woman Composer, Who is Now Visiting America, Tells of Her Dreams,” 
The Washington Post, November 1, 1908. 
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for her compositions, despite the strong magnetism toward the French school of impressionism 
displayed by her contemporaries, such as Debussy and Ravel.  
Chaminade’s occupation with and her attachment to the Romantic school contributed to 
the development of her career and her reception. According to Marcia Citron, “[Chaminade’s] 
innate conservatism prevented her from being able to modify her style beyond what it had been 
some twenty years earlier...[although] her neglect is also symptomatic of a more general condition: 
disaffection toward French music written in the thirty years or so before Debussy’s ascent.”12 It 
appears to me that Citron is claiming that Chaminade herself chose not to change with the times. 
Chaminade’s aversion toward impressionism was further expressed when she remarked that 
Debussy and Ravel were “effect” composers, who were “for the moment only, whose [work] 
achieves instant success, and because it is quickly appreciated it will also be quickly forgotten.”13 
I observe that Chaminade wanted to be an important composer, with a legacy that outlasted her 
life. In her career, despite not achieving the same amount of lasting renown as Debussy and Ravel, 
Chaminade carved out a niche for herself by writing Romantic miniature music.  
Chaminade made a career that allowed her to comfortably support herself with publications 
and performances. Her music and piano playing gained her great popularity in continental Europe 
and the United States. This feat was relatively uncommon for women composers in Chaminade’s 
time. English composer Dame Ethel Smyth (1858-1944) and American composer Amy Marcy 
Beach (1867-1944) were among the only contemporaries of Chaminade’s to have had notable 
success in publishing music. London-born and German-educated Smyth had a long career 
composing operas; however, she struggled to find performing opportunities due to Britain’s 
                                                
12 Citron, Cécile Chaminade, a bio-bibliography.  
 
13 Glenn Dillard Gunn, “Mme. Chaminade Talks of the Music of the Present,” The Inter Ocean, 
November 22, 1908, 9.  
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disposition toward Smyth’s German affiliations and disruptions caused by WWI.14 Beach had the 
most overt success out of these three women, having had her symphony premiered by the Boston 
Symphony Orchestra and secured avenues to publish in both large and small forms. 15  The 
historical challenges women faced in publishing and performing their music forced those 
composers to explore niche avenues to counter market barriers.   
In discussing Chaminade’s branding, I would like to organize Chaminade’s career into 
three phases: the 1880s, 1890s to WWI, and post WWI. In the 1880s, Chaminade’s career first 
gained momentum, during which she composed a wide variety of pieces, ranging from solo to 
chamber to ensemble works. Some of the best-known works from her early career include the 
orchestral work Suite d’orchestre (1881), one-act opera La Sévillane (with a private performance 
in 1882), and symphonic ballet Callirhoë (1888). From the 1890s onwards, Chaminade shifted her 
focus to composing miniature pieces for piano and voice. Scholars speculated that Chaminade’s 
change of focus to piano and mélodies was an effort to appeal to the market. As French 
impressionism took dominance over the Romantic style around WWI, the popularity of 
Chaminade’s music began to fade as her style was passé. Representative works from this late 
period include the song “Le Village” (1915) and the piano piece “Berceuse du petit soldat blessé” 
(1919). The composer’s health declined significantly from the 1920s to her death, leading her to 
compose very little in her final years.16 
                                                
14 Sophie Fuller, “Smyth, Dame Ethel,” Grove Music Online, accessed April 8, 2021, 
http://www.oxfordmusiconline.com. 
 
15 Adrienne Block, “Beach, Amy Marcy,” Grove Music Online, ed. E. Douglas Bomberger, accessed 
April 8, 2021, http://www.oxfordmusiconline.com. 
 
16 Citron, Cécile Chaminade, a bio-bibliography. 
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Throughout her career, Chaminade was very cognizant of the social expectations 
surrounding gender norms and artistic careers for someone of her class and social status. When 
asked about her experience of gender and career as a professional musician, Chaminade remarked:  
I do not believe that the few women who have achieved greatness in creative 
work are the exception, but I think that life has been hard on women; it has 
not given them opportunity; it has not made them convincing...And if they 
do not believe in themselves, how can they make others believe in them? 
Woman has not been considered a working force in the world and the work 
that her sex and conditions impose upon her has not been so adjusted as to 
give her a little fuller scope for the development of her best self. She has 
been handicapped, and only a few, through force of circumstances or 
inherent strength, have been able to get the better of that handicap...There 
is no sex in art. Genius is an independent quality.17 
 
In my view, Chaminade was very conscious of the gender-based discriminations women have 
faced in daily and professional life. Despite Chaminade’s conviction that “there is no sex in art,” 
I believe that Chaminade leveraged stereotypes in sex and gender to “get the better of that [gender] 
handicap” in music reception, such as dressing in certain ways and potentially appealing to women 
audiences more than male audiences. In upper-class Paris, women musicians and private musical 
forms (e.g., art songs, chamber music, and light piano music) symbolized reined in and bounded, 
whereas men and public were equivalent to free and open. As a result, society regarded private 
musical activity and performers in the private sphere to presumably have less value than those in 
the public sphere.18 Chaminade’s music was shaped implicitly—and perhaps explicitly—by these 
expectations. As Citron claims, from the 1890s to WWI, “[Chaminade’s] pieces were written 
mostly for private settings, the non-professional, and women.”19 Chaminade’s mélodies, such as 
“Ritournelle” and “L’allée d’émeraude et d’or,” mostly required relatively simple keyboard skills. 
                                                
17 “Mme. Chaminade, Greatest Woman Composer.”  
 
18 Citron, Gender and the Musical Canon (Urbana: University of Illinois Press, 2000), 104. 
 
19 Citron, Gender and the Musical Canon, 103. 
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These examples are a testament to the fact that many pieces of this genre were geared toward 
young women keyboardists, as singing and playing were part of young women’s education.20 
Additionally, critics of Chaminade’s time and the modern era have continuously branded 
Chaminade’s music as salon music, a genre that has constrained her work as elegant but, as in 
Oestreich’s review, unsubstantial. Concerning Chaminade’s 1908 United States Tour, American 
music historian Jeffrey Langford wrote, “Chaminade found her delicate lyrical works accused of 
being too feminine, while her bolder and more substantial pieces were attacked as too masculine 
(not delicate enough?).”21 By writing for genres that would ensure her popularity with women, 
Chaminade composed herself into a corner. Other works, such as her myriad of concert études, 
might have paved the way for a different reception history had they been performed more. 
Chaminade played into stereotypes, even though she was frustrated by the misogynist ideas that 
produced those stereotypes.  
When classifying Chaminade’s music as salon music, one must also think about the 
conditions under which people ascribed women composers to this category in France and 
continental Europe. Citron notes that, “It is possible that around 1900 male society began to fear 
the salon as a site of female power. One effect means of suppression is discreditation. …The 
perceived threat may have hinged also on the age-old fear of woman’s body: woman inhabiting 
the salon is tantamount to control of artistic activity by her body.”22 As such, confining women’s 
presence and endeavors to salons is a way for the patriarchy to limit the expansion of women’s 
                                                
20 Candace Bailey, “‘The Antebellum Piano Girl’ in the American South,” Performance Practice Review 
13, no. 1 (2008), DOI: 10.5642/perfpr.200813.01.01. 
 
21 Jeffrey Langford, “A Stand-out Composer, Rescued from Oblivion,” Liner Notes for Cécile 
Chaminade. The Flatterer. Joanne Polk. Recorded 2014. Steinway & Sons, 2014, CD, 6.  
 
22 Citron, Gender and the Musical Canon, 108.  
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powers in the public sphere, constraining them to private venues. We will never know if 
Chaminade’s career and popularity would have played out differently had she written symphonic 
works, operas, or piano concertos. She did not, at least in part, because there was no easy path for 
a woman to do so in France. 
As time progressed, salon music became associated with a simpler style, creating an 
assumption that salon music required fewer skills and was less “good.” As a result, “many female 
composers and listeners seemed to prefer musical simplicity.”23 While Chaminade had shown 
interest in composing larger works, with the patriarchal society dictating the reins for 
programming, it is possible that Chaminade submitted to those expectations in order to win her 
audience. The confinement to the salon and the smaller-scale concerts of the private sphere 
hindered the spread and reception of Chaminade’s music in French music criticism.  
I observe that the limitations of genre defined the trajectory and reception of Chaminade’s 
music. One notable example is Chaminade’s U.S. Tour in 1908, on which Chaminade performed 
recitals of her compositions across the east coast. Chaminade received a wide range of publicity 
blurbs, columns, and reviews on this tour. The headers were journalistic, idolizing, and demeaning, 
among other responses. Critics were keen to point out her identity as a “woman,” a “living 
composer,” “a woman composer of the French salon tradition,” and a “composer compared to the 
well-known composers who had come before her.” In the category of “living composer,” most 
reviews would say she performed well, although there were contentions when critics compared 
Chaminade with Debussy, Ravel, and Johann Strauss. The criticisms noted that some of the best-
received piano works on this tour bore a resemblance to works by Franz Liszt and Felix 
Mendelssohn. 
                                                
23 Citron, Gender and the Musical Canon, 130-132.  
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Chaminade performed a wide selection of solo piano works, songs, and one orchestral piece 
on her tour, ranging in technical skill levels. The piano pieces were: “Barcarolle,” “Pastorale,” 
“Consolation”, “Contes Bleus,” “Valse Romantiques,” “Automne,” “Courante,” “Quatrième 
Valse,” “Thème Varié,” “Deuxième Gavotte,” “Élévation,” “Caprice Humoristique,” “Troisième 
Valse,” “L’ondine,” and “Scarf Dance,” a piece that was not so popular in Europe as it was in the 
U.S. The songs were: “L’anneau d’argent,” “Mon Cœur Chante,” “Nuit d’été,” “Bonne Humeur,” 
and “Reste.” The orchestral piece was Concertstück, which Chaminade performed with the 
Philadelphia Orchestra.24 
While Chaminade had the opportunity to perform in venues of diverse sizes, critics did not 
regard her compositions favorably in large concert halls. For instance, Chaminade’s Carnegie Hall 
debut was negatively received by The Evening Post both regarding her performance and her 
composition. The reviewer wrote, “On the whole this concert confirmed the conviction held by 
many that while women may someday vote, they will never learn to compose anything worthwhile. 
All of them seem superficial when they write music… Mme. Chaminade is even more superficial 
in her playing than in her compositions.”25 The sexist bias of this review is laid out clearly. 
Furthermore, in a concert at the Philadelphia Orchestra, Ledger (Philadelphia) wrote, 
“Concertstück, a composition which does not suffer by comparison with the musical handiwork of 
man. The three movements are telescoped, with no interval between, and her fleet-fingered, facile 
performance brought out with entire clarity…she plays, as she composes, like a woman sentient 
to every influence of nature.”26 While both reviews are denigrating, in my view, the review from 
                                                
24 Citron, Cécile Chaminade, a bio-bibliography.  
 
25 “MMe. Chaminade’s Concert,” The Evening Post, October 26, 1908.  
 
26 “Philadelphia Orchestra,” Ledger, November 7, 1908.  
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The Evening Post is more obtrusive in gender discrimination. The Evening Post’s comments have 
no foundation on the actual content of the music. Ledger’s criticism is not any better, as it 
disparages any merit Chaminade may have had as a composer to generic and unfair assumptions 
about women. These reviews provide a sample of the public bias against women. Even if 
Chaminade produced a work of respectable quality, critics would most likely have diminished it 
by citing stereotypes relating to Chaminade’s gender or comparing it to a musical work by a man.  
The branding of Chaminade’s music as salon music fared unfavorably on tour. Because 
salon music was performed in more intimate spaces, critics often commented that Chaminade’s 
music did not fill the space of larger halls. Further, reviews noted that people would become bored 
by an entire afternoon of Chaminade’s miniature pieces and described Chaminade’s clothing style 
to be graceful and pretty. While these characterizations are not necessarily bad things, these 
comments became labels that people first relegate Chaminade to when they think of Chaminade, 
confining her to a box and setting her up to those expectations related to gender. Her playing style 
rang up similar comments but sometimes translated into being slender and not physically 
“powerful” enough.27 According to one critic: 
There is in [her music] no variety of manner or mood, and as for the 
sentiment… or the spiritual content…one ought not to try to find hints of 
such things in the titles of her pieces…Those who saw her yesterday saw 
her under pretty circumstances, and were charmed as much by her modest 
and graceful appearance and deportment as they were by her equally 
modest and graceful playing.28 
 
It appears to me that this comment is very bigoted, as it judges the “spiritual content” of 
Chaminade’s works based on the title of her pieces and evaluates Chaminade’s performance based 
                                                
27 Citron, Cécile Chaminade, a bio-bibliography.  
 
28 Henry E. Krehbiel, “Mme. Chaminade’s Concert,” New York Daily Tribune, October 25, 1908.  
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on her appearance. It also implies that “modest” and “graceful” playing is bad, which is not valid, 
as playing styles vary by the school of training and performers’ interpretations.  
With regard to Chaminade’s image, in a New York Times review, the reviewer Richard 
Aldrich wrote, “[Chaminade] enjoys a kind of artificial vogue in this country…she has become a 
sort of tutelary saint of women’s clubs, where her music is industriously studied, discussed, played 
and sung…”29Aldrich’s review, albeit belittling in commentary, frames Chaminade’s celebrity in 
a broader perspective. Given the establishment of hundreds of Chaminade clubs across the United 
States, Chaminade may have served as an arts tutelary for women. The image was both 
advantageous and disadvantageous for Chaminade, as Chaminade used it to build a steady 
audience base in women but became simultaneously trapped in this image.  
This phenomenon was not only evident in the United States but also Chaminade’s native 
country. Back in France, in a write-up in the Paris Musical et Artistique, H. de. La Perrière wrote, 
“For women, it is much better to utilize her charm, and it is the totally feminine charm that has 
fashioned the success of Mm. Chaminade, a true French woman; in this case, more than just a 
French woman—a Parisian woman.”30 It appears that no matter where Chaminade went, her 
performance and composition career was shaped by the sexist expectations of her day.  
By investigating the criticisms surrounding Chaminade, I have gained an initial view of the 
composer from the perspective of gender. From Chaminade’s biography, I understand that despite 
the composer’s disassociation with her contemporaries and the constraints society has placed on 
women artists, Chaminade ventured into a niche that enabled her to use elements associated with 
her gender identity to foster a career. Society’s labeling of Chaminade as a salon music composer 
                                                
29 Richard Aldrich, “Mlle. Chaminade’s Concert,” The New York Times, October 25, 1908.  
 
30 H. de La Perrière, “Les Femmes Compositeurs en France dans ces Dernières Années,” Paris Musical et 
Artistique, December 4, 1908.  
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means that certain pieces may have been performed more than other ones. In the next two chapters, 
I aim to survey the reception of Chaminade’s compositions through sheet music and modern 





Chaminade’s Reception through Sheet Music 
In this chapter, I would like to look at how Chaminade’s music has been received in the publication 
and circulation of sheet music, particularly her piano and vocal works. We see a varying extent of 
the branding of femininity of Chaminade from Chapter 1 in the printed material. In looking at 
publications of Chaminade’s compositions, I noticed that they were primarily distributed in the 
United Kingdom, United States, and Western Europe, likely where publishing houses had 
commercial markets. However, this history is likely more complicated than I can explain without 
access to non-digital archives. For example, I have read of one instance when her “Interlude pour 
piano,” published by Enoch & Co., was forbidden to be sold in the United States and was only 
allowed to be distributed in Argentina and Uruguay. 
From the online sheet music archives that I was able to access, I took notes of the publishers 
who disseminated Chaminade’s work. Among those were Morris Music Co. (Philadelphia), The 
American Music Teachers Protective Association (New York), McKinley Music Co. (Chicago), 
G. Schirmer (New York), Theodore Presser Co. (Philadelphia), B. F. Wood Music Co. (Boston, 
New York, London, and Leipzig), Enoch & Cie. (Paris and London), Enoch & Sons (New York, 
Chicago, and Cincinnati), and Conservatory Publication Society (New York). While this sample 
does not represent the whole scale of Chaminade’s published works, it gives a lens into the primary 
distributors of Chaminade’s music. These online collections allowed me to study sheet music as a 
material object. I proceeded to study the cover art, back covers, and collective binding of piano 
and vocal sheet music.  
In the scores aimed for publication in Europe, the sheet music had catalogs of duets, two-
piano works, and arrangements of instrumental music for piano. In the sheet music published in 
17 
the United States, the catalogs mostly contained vocal music that could be self-accompanied with 
amateur piano skills. The vocal scores were written preeminently for medium and high voices, 
allowing us to interpret potential performers as women singers and perhaps tenors and baritones.  
One of Chaminade’s most popular pieces in the United States, “Scarf Dance” had a variety 
of presentations depending on the publishing company. To my ears, “Scarf Dance” has a funky lilt 
that is mysterious and alluring. It contains elements of orientalism and represents the broader 
interest in the 19th century and fantasy escape of “otherness.”  
In the 1909 version of “Scarf Dance” by the American Music Teachers Protective 
Association Publishing Co., the cover art has three Greco-Roman goddesses positioned in a 
triangle layout. The one in the center, in an ascending pose, holds up a crown and has an explosion-
like halo surrounding her. The two women sitting to the left and right are playing aulos and lute, 
respectively. Additional captions include “Representing the World’s Classics” and “As used by 
the greatest teachers, conservatories, and schools of music in America.” The second page of this 
edition includes a list of 15 pieces by assorted composers, with repertoire ranging from 
Beethoven’s “Moonlight Sonata” to Louis Streabbog’s “Children’s Carnival.” Chaminade has two 
selections on this list: “The Flatterer” and “Scarf Dance.” 31  Using this information, I can 
extrapolate that the consumers of this sheet music were not just women. Since the publication has 
advertising slogans used in various music education platforms, I presume that Chaminade’s music 
was not limited to performances in parlors. 
The 1907 Morris Music Co. edition of “Scarf Dance” was less elaborate in cover design 
than the American Music Teachers Protection Association edition. However, the block letters used 
                                                
31 Cécile Chaminade, “Scarf Dance” (New York: American Music Teachers Protective Association 
Publishing Co., 1909), 1-5.  
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for the title “Scarf Dance” are eye-catching. The letter “S” bears a resemblance to the shape of a 
serpent; the letter “R” is drawn out to potentially paint the image of long, extended legs in dancing; 
and the letter “D” has some extra sparks surrounding the shape. Interestingly, the publisher placed 
“Scarf Dance” in the same binding with Louis Drumheller’s “Love and Devotion” and Charles H. 
Maskell’s “I Want The Twilight And You,” two pieces that leaned toward the genre of popular 
music. It is possible Chaminade’s music had a kind of “light music” aesthetic. The publisher 
perhaps wanted to group “Scarf Dance” with those two pieces to market “Scarf Dance” as a love 
song.32 
Contrastingly, in the McKinley Music Co.’s Chicago edition, “Scarf Dance” is placed 
under the header “Modern Gems for the Piano.” The patterns on the cover page include maple 
leaves and other small flowers. Additionally, the cover art uses green against a white backdrop and 
lists pieces that are for sale. Chaminade has three pieces listed: “Air de Ballet,” “The Flatterer,” 
and “Scarf Dance.” Some of the other composers featured include Frederic Chopin, Edvard Grieg, 
Anton Rubinstein, Moritz Moszkowski, and Ignacy Paderewski. 33 
Curiously, of the composers presented on this cover, Chaminade is the only woman who 
is featured. This fact speaks to Chaminade’s influence in her time. However, it should also be 
noted that most of the pieces on this list are dances of varied sorts. I consider it likely that the 
publisher saw more value in selling Chaminade’s dances than her other compositions. Given the 
broader disparagement toward women composers in Chaminade’s time, perhaps the dance pieces 
were the only works by the composer that the publisher deemed to be on par with the male 
composers’ works. Of the three pieces by Chaminade on this catalog, “Scarf Dance” was also 
                                                
32 Chaminade, “Scarf Dance” (Philadelphia: Morris Music Co., 1907), 1-6.  
 
33 Chaminade, “Scarf Dance” (Chicago: McKinley Music Co.), 1-3.  
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priced to be the cheapest, possibly an indication that publishers did not hold it in high value or that 
it was easiest to sell. 
The last “Scarf Dance” edition I surveyed was G. Schirmer’s New York edition from 1891. 
The front cover has a list of 25 piano pieces by Chaminade—certainly an indication that there was 
a market for her music and that she was popular! With popularity, there is more potential for 
controversy. It could be argued that there is a possibility the critics disliked Chaminade’s music 
because she was so popular.  
The decoration behind the block of text “Compositions for the Pianoforte by C. 
Chaminade” has a series of overlapping loops going in many directions in blue and white. The 
pieces listed on this cover include: “Air de Ballet,” “Arabesque,” “Barcarolle,” “Callirhoë,” 
“Chaconne,” Six Concert Studies, “Danse Pastorale,” “Étude, Op. 66,” “Étude Symphonique,” 
“Gigue,” “Guitare,” “Libellules,” “La Lisonjera (The Flatterer),” “La Livry,” “Menuet,” “La 
Morena,” “Pas des Amphores,” “Pierrette,” “Scaramouche,” “Scarf Dance,” “Sérénade,” “Les 
Sylvains,” “Toccata,” “Valse-Caprice,” and “Les Willis.” Quite peculiarly, the back cover of the 
Schirmer edition includes a few Russian dances and suites by Czech composer Rudolf Friml. This 
copy was specifically sold at Wilson Music Co. in Oshkosh, Wisconsin, showing evidence that 
Chaminade’s music reached beyond major metropolitan centers in the United States.34  
In addition to “Scarf Dance,” another piano piece I had access to multiple editions was 
“Pas des amphores,” an air de ballet. The cover of the Theodore Presser Co. 1896 Philadelphia 
edition was fairly standard, consisting of a list of works by Chaminade and their respective prices. 
The pieces on this list have varying degrees of technical demands, representing Chaminade’s 
versatility as a composer. Several pieces have their original French names next to the English 
                                                
34 Chaminade, “Scarf Dance” (New York: G. Schirmer, 1891), 1-3.  
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translations. The back of the cover lists a few pieces by lesser-known contemporaries of 
Chaminade, such as “Gayety” by Matiles Loes-Evans, “Expectancy” by George Dudley Martin, 
“Sweetest Memories” by R.G. Gradi, and “Lady Fair” by Albert Franz.  The editor’s notes in this 
edition are quite extensive, with particular attention to directions for finger movement on the 
keyboard.35 Glancing at the titles, I consider it likely that the publisher aimed to market this edition 
toward women, at the very least toward learners rather than accomplished amateurs.  
The G. Schirmer 1891 New York edition of “Pas des amphores” has a cover design similar 
to Schirmer’s edition of “Scarf Dance.” On the back cover, there is a list of “Favorite Songs by 
Chaminade.” Most of those songs have multiple transpositions, with the primary target audience 
of sopranos and mezzo-sopranos. Songs for other voices include “L’angelus,” a duet written for 
mezzo-soprano and baritone; “Tes Doux Baisers,” “Rosemond,” “Ritournelle,” and “L’amour 
captif,” which have keys for alto in addition to soprano and mezzo-soprano.36 
 The next piece I will examine is the Enoch & Cie. 1905 Paris edition of “Sous le Masque,” 
Op. 116. The front cover of this score is very picturesque, with a full-page sketch-like picture of a 
person dressed in a cloak and mask. The cloak’s hood has a few thorns sticking out, while the 
person underneath the cloak stands in a crouching stature. This picture immediately paints a mental 
image for consumers when they connect it to the title, which translates to “Under the Mask.” The 
image looks quite creepy, but it delivers an effect of mystery and uncanniness, which can pique 
people’s curiosity, too.  
 On the back cover of Enoch & Cie.’s “Sous le Masque,” there is a typed advertisement list 
of Chaminade's works divided into the categories of: Les Œuvres de C. Chaminade/Chaminade's 
                                                
35 Chaminade, “Pas des amphores” (Philadelphia: Theodore Presser, 1896), 1-7.  
 
36 Chaminade, “Pas des amphores” (New York: G. Schirmer, 1891) 1-7.  
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Piano Compositions, Derniers Succès/Latest Successes, and Nouvelles Transcriptions par C. 
Chaminade/New Transcriptions by Chaminade. The header has C. Chaminade at top center and 
“Le célèbre compositeur connu du monde entier/The world famous composer for the Pianoforte” 
underneath. The three sections are organized in a line below, but specific repertoire pieces are 
diagonally-aligned for the first two categories and center-aligned for the last category. The 
repertoire advertised includes solo piano works, piano duets, and piano and violin works. This list 
is among the only repertoire catalogs on back covers that includes many transcribed duet pieces 
and a few pieces for piano & violin.37 
 Compared to the previous sheet music selections, the Enoch & Cie.’s 1914 edition of 
“Interlude pour piano,” Op. 152 is one of the only ones that distinctly says the copy cannot be sold 
in the United States and its colonies. The cover is elaborately decorated with patterns of pink 
peony-like flowers. The back cover has a catalogue of a few publications aimed at piano technique: 
“Traité de la Fugue” by André Gedalge, “Cours d’Éducation musicale pianistique” by Edmond 
Laurens, “25 Études Pour le Piano” by Georges Pfeiffer, “Caprices-Études en Octaves Pour Piano” 
by I. Philipp, “L’École du Mécanisme” by Alphonse Duvernoy, and “15 Études de Virtuosité pour 
piano” by M. Moszkowski. On the second to last page, there is another list of “Œuvres de C. 
Chaminade,” which includes works for four hands and eight hands, songs, instrumental music, and 
orchestral music.38 
This edition of “Interlude pour piano” is unique because it not only associates Chaminade 
with piano books that tackle advanced technique (perhaps a recognition of the virtuosity required 
in some of Chaminade’s compositions) but also presents purchase recommendations for larger 
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works by the composer. This marketing act is a contrast with the other sheet music editions and 
suggests that Chaminade was beginning to be recognized more as a “serious” composer, albeit 
subtly. I think it is a bit ironic that the recognition would fade away soon, as WWI began and 
Chaminade’s productivity and health declined after the war. I conjecture that both of these events 
impacted the momentum of Chaminade’s popularity in reception. For “Interlude pour piano,” it is 
possible that the audience targeted by this edition had more interest and means of access to 
chamber music-making. Since the score says it is reserved for rights for the republics of Argentina 
and Uruguay, it would be noteworthy to study the household and community music scene in the 
1910s (although this is beyond the scope of my research).  
The last piano sheet music I will take survey is the Conservatory Publication Society’s 
edition of “The Flatterer,” a piece that was “known by nearly every school girl.”39 The front cover 
has a painting framed in an antique mirror fashion (all in shades of green). In the painting, a man 
seems to be wooing a woman, who is dressed in white.40 It is hard to decide the gesture of the 
woman—she seems to be either subject to the man’s chase, or having an upper hand and playing 
with the man. The ambiguity in interpretation could be a nudge at gender play and the control of 
power. However, it also further affirms the denigration of women’s status, as the ambiguity 
suggests that the possibility of achieving power is only possible in circumstances involving 
romance.  
From investigating the sheet music of popular piano pieces by Chaminade, we can see that 
only a few dozens of Chaminade’s compositions were repeatedly-listed in the United States. 
Sometimes, Chaminade’s works appear alongside male composers’, but the pieces featured were 
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40 Chaminade, “The Flatterer” (New York: Conservatory Publication Society, 190-?), 1-5.  
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generally less technically-challenging. The advertisements on the sheet music’s back covers 
suggest that people perhaps used Chaminade’s music for pedagogy purposes. The scores likely 
circulated mostly in the eastern and mid-western region of the United States, although we do not 
know if they were sold in the western part of United Stated. These findings have given us a more 
comprehensive insight into the consumer base of Chaminade’s music.  
  Having examined different editions of piano pieces, I will next survey two songs by 
Chaminade, “Immortalité” and “Alone! (Sans Amour).” Both of those songs used poetry by 
Charles Fuster (1866-1929) and translation by R. H. Elkin. In her career, Chaminade has penned 
more than 40 songs with text by Fuster. Additionally, Elkin was a long-time collaborator on vocal 
translations. The 1900 Enoch & Sons edition of “Immortalité” was distributed in Cincinnati, New 
York, and Chicago. The front cover was simple yet organized. On the top left and right corners, 
there were markings of the performance key. Underneath the title header and names of the poet, 
translator, and composer, there are two columns of “Popular Songs by the Same Composer” (with 
the keys available and original French title). The songs featured include: “A Song of Faith,” 
“Amoroso,” “As in October,” “Berceuse,” “Captive Love,” “Come, My, Love, To Me,” “Dream 
of an Hour,” “I Would Believe,” “Love’s Garden,” “Angelus (Duet),” “Barcarolle (Duet),” 
“Madrigal,” “Ritournelle,” “Serenata,” “Spanish Love-Song,” “The Birds’ Noël,” “The Silver 
Ring,” “Thine!,” “Two Hearts,” “Where’er Love Has Passed,” “Nocturne (Duet),” and “Twin Stars 
(Duet).” Most of those pieces seem easy to self-accompany on the keyboard, as the accompaniment 
writing is sparse.41  
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The 1897 Boosey & Co.’s New York edition of “Alone! (Sans Amour)” has a similar front 
cover layout as “Immortalité,” as the same publisher published both pieces. However, on the back 
cover, there are paragraph review blurbs of “New Educational Work by Madame Marchesi, 
Marchesi’s Vocal Method” by The Daily News, The Daily Telegraph, Society, The Glasgow 
Herald, The Morning News, The Western Times, and The Colonies & India.42 The juxtaposition of 
reviews for Marchesi’s book with Chaminade’s song serves to market two well-known female 
artists together, presumably under the logic that if one wants to sing Chaminade’s song well, one 
should use Marchesi’s methods. This copy of “Alone! (Sans Amour)” was originally owned by 
Mrs. L. H. Dulles, who lived on 262 South 16th Street in downtown Philadelphia. The area 
surrounding Dulles’ residence remains an upper-class neighborhood today, with housing prices 
above the city average. From this information, it is possible to deduce that some of the audience 
who purchased Chaminade’s music were women who were relatively well-off. Since I have not 
been able to access much of the European archive, I cannot accurately discuss the reception of 
Chaminade’s work in France and the rest of continental Europe.  
——— 
In the following section, I would like to survey a sample of Chaminade’s songs and discuss 
some ways the art songs themselves may engage with gender. The first score I am examining is 
“Ritournelle” (1892), a poem by François Coppée (1842-1908) of the Parnassian style. The text 
was translated by Eugène Oudin (1858-1894), who was an American classical baritone and 
translator of French descent. Oudin was a principal baritone at St. Stephen’s Church in New York 
before moving to London to continue his career. He performed Chaminade’s music in England in 
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the early 1890s. 43  On some occasions, both Oudin and his wife, Louise Parker, sang in 
Chaminade’s concerts, which programmed Chaminade’s songs, vocal duets, and salon piano 
pieces. 
 Overall, Oudin’s translation is very singable. The choice of words and syllabification are 
well-married with the rhythms in the musical phrases, which often have the pattern of a few eighth 
notes followed by a triplet and then a longer sustained value (e.g., tied-over quarter notes). 
Occasionally, Oudin abbreviates certain words to fit the musical rhythm. Oudin also maintains the 
rhyme scheme ABAB that the original text prescribed.44 I conjecture that the “singability” of the 
English text was a primary focus of Oudin’s in his translation. If the translation were done more 
literally, it would be very hard to sing on the musical rhythms written in the score. 
The poem, being one of Parnassian style, focuses on rigidity, immobility, and a 
conservative effort to contain femininity. In Gretchen Schultz’s book, The Gendered Lyric: 
Subjectivity and Difference in Nineteenth-Century French Poetry, Schultz writes that, “Parnassian 
representations relegated women to the role of frozen object, a passive and impassive incarnation 
of idealized beauty, forbidding her subjective expression more stringently than before.”45 I observe 
traits of Parnassianism in the poem’s delegation of gender roles, in which the narrator, presumed 
to be a man based on the adjective endings he uses to describe himself, divides up the “roles” the 
pair takes in the summer outing. The man assigns himself the job of the poet, while the woman 
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holds the role of a butterfly or muse who picks flowers and listens to birds, placing the woman 
into the stereotype of being dainty and beatific. 
In my view, Chaminade’s choice to set this poem could be either a retreating acceptance 
of Parnassian values or a reaction to the severe gendering of this poetic style. Since the poem does 
not specify the gender of its subject until the end, one could see it as a way for Chaminade to say 
that art can be enjoyed and appreciated without knowing the gender of the speaker. However,  
gender constructs still exist and are revealed at the end of the poem. I relate this to Chaminade’s 
identity as a woman composer trying to establish a footing in the male-dominated composition 
circle. There is a follow-up question of whether Chaminade would have wanted to be seen as a 
woman composer or to detach herself from the associations of “woman composer” and just be 
appreciated as a composer.  
If one were to read the poem presuming that the lyric subject is female and the “toi,” whom 
the subject addresses, is male, then the poem will carry a completely different meaning. In my 
opinion, some may feel uncomfortable reading the lyric subject as female because it would cast 
the object of her affection, a man, in a flower-picking, golden-butterfly ideal. However, the 
discomfort only arises because of the associations Western society has built up surrounding 
gender. By playing around potential ambiguities in the gender of the poem’s lyric subject, 
Chaminade makes a subtle protest against the expectations surrounding gender identities.  
Having analyzed some ways in which “Ritournelle” wrestles with gender stereotypes, I 
will now discuss a different song by Chaminade, “L’allée d’émeraude et d’or” (1900), which does 
not have many overt gender associations. The poem was written by Robert Myriel and translated 
by R. H. Elkin. Robert Myriel was a French poet, now completely obscure. I could not find any 
biographical information about him. Meanwhile, R. H. Elkin was a noted translator of opera and 
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song literature, though, without more research accessibility, I could not flesh out Elkin’s 
biography. Chaminade set many texts by Myriel; Elkin was a frequent translator. Perhaps their 
styles were suited to each other?  
Elkin’s translation pays attention to rhyme and syllabification in the English language. The 
song is set in a recitative-like fashion, where simple chords lay underneath the momentum of a 
chant-like text. The rhythm within the 4/4 meter is very straightforward. Overall, the song 
resembles a soliloquy, in which the speaker goes down a stream of consciousness reminiscing an 
unrequited love from a summer past.  
Despite the mournful storyline, most of the accompaniment is made of bright major chords. 
Occasionally, Chaminade adds deceptive harmonies at the end of phrases to increase the effect of 
melancholy. Right when, to my hearing, I think she is going to modulate, she quickly returns to 
the major key again. For most of the song, the dynamic marking is piano, making the atmosphere 
more private and intimate, just for the speaker themselves to process the emotions. There are only 
three instances of forte or mezzo-forte markings, which happen at some of the darker moments in 
the text (e.g., when the lyric subject talks about something covered, shadowed, etc.). Immediately 
after the forte, however, the next phrase is piano again. The harmonic tensions quickly resolve into 
the major key as well.46 
When analyzing “L’allée d’émeraude et d’or,” I do not observe particular significance for 
gender in the treatment of poetry. The lack of gender notions could have made the piece more 
relatable to people of all genders. With regards to “La Ritournelle,” while there is a play with 
gender in the lyric subject, I think many individuals could still find ways to identify with the 
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feelings and stories of the songs. In my opinion, the relatability of the poetry could be why 
Chaminade’s songs were well-received in sales.  
It is noteworthy that the works circulated in the United States were some of Chaminade's 
easier music to perform. Arguably, Chaminade was more popular with amateurs rather than with 
conservatory students. I conjecture that the people creating these digital archives are interested in 
studying the pieces to study amateurs, not to study professionals. As a result, people tend not to 
digitize music that is more virtuosic. It is also possible that those people creating the archives 
wanted to study what upper-class women in the suburbs played. Nonetheless, we must keep in 
mind that what the digital collection is presenting could only be a small phenomenon of what may 
be happening with the reception of Chaminade’s music.  
As a follow-up regarding the inclusion of English translation in the song sheets music, 
Chaminade had once discussed how she would have liked others to perform her compositions. In 
an interview, the composer said:  
I prefer [the words] to be sung in the original French… In the first place, in 
composing a song I try to express the meaning of each word in the note placed 
above it, and to retain the sentiment of the poem as a whole as it progresses toward 
its climax. Now in the translations, which need really a genius to do properly, the 
requirements of rhyme, sense, and a change of grammatical rules, reverse more or 
less completely the order in which word and note were originally combined. The 
end of all this is that a new poem is only too likely to take the place of the original, 
and effects that I had intended to go with certain words are completely lost through 
being combined with others less important, of entirely different meaning, or not 
contained at all in the original.47 
 
Interestingly, almost all of the songs that are translated into English are not translated word-for-
word. The translations often pay great attention to rhyme, but the original meaning is altered. I 
conjecture that the translators make the translations with singability in mind, which could be 
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related to the songs’ sale and target audience. On the topic of translation, was Chaminade 
xenophobic or European elitist? Did she expect Americans to speak French? Did she think 
meaning would be lost? With additional material and time, I would like to investigate if Chaminade 
ever prevented her music from being performed in non-French texts and what her motivation was 




Snapshots of Contemporary Reception Released on CD 
In this chapter, I seek to provide a snapshot of Chaminade’s reception through music criticism in 
modern times. I will be comparing the predominantly vocal album, Mots d’amour (2001), recorded 
by Swedish singer Ann Sofie von Otter, and the piano album, The Flatterer (2014), by American 
pianist Joanne Polk. In Mots d’amour, Von Otter and fellow Swedish pianist Bengt Forsberg 
present an album of twenty-five songs and various short pieces for piano and violin, and two 
pianos, joined by collaboration of Peter Jablonski, piano, and Nils-Erik Sparf, violin. In The 
Flatterer, Polk presents an amalgamation of popular works and virtuosic piano études by 
Chaminade.  
 I will first examine the album Mots d’amour. The album cover is sepia-toned, with von 
Otter and Forsberg sitting by a bar and near a small upright piano and some chairs. Von Otter is in 
the front, grinning widely, while Forsberg peeks out behind her. Interestingly, von Otter shares a 
similar hairstyle with Chaminade in the portraits printed in the pamphlet—a short bob with a few 
bangs casually falling onto the forehead. The main difference between the two haircuts is that 
Chaminade has bushy curls and von Otter has more of a pixie cut. Further, Von Otter and 
Forsberg’s outfits are also quite contrasting, giving an interesting message on power dynamics. 
Whereas Forsberg is dressed in a suit and a striped bow tie, von Otter wears a casual long sleeve 
Henley V-neck shirt. This is very different from von Otter’s usual album covers, in which she is 
almost always more formally dressed, as she does when performing in concert. The cover portrait 
portrays the woman to appear domestic and the man to be business-driven, despite the woman 
being in the foreground and the man being in the back.  
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 The photos inside the booklet juxtapose a sense of old school elegance with a modern 
attitude. In my view, Von Otter wearing a suit serves a purpose of “manning” up the composer. 
The two artists sitting behind the bar calls to mind bartenders ready to serve—this time instead of 
whiskey, it is music.  
 Von Otter’s image empowers women to feel that they can embrace “love” and be the 
boss—be powerful, dominant, type A, and in control. On the other hand, it plays into the stereotype 
that women may have to dress in a certain way to attain that empowerment. Here, we observe an 
interesting parallel between von Otter’s choice of dress and the image after which people criticized 
Chaminade more than a century ago: a woman’s way of dress impacts how people perceive the 
integrity of her music. Unfortunately, the messages conveyed in the programming may or may not 
necessarily match up with the attitude in the photo. This makes von Otter’s business-woman take 
on Chaminade more complicated.   
 With regard to the titles and programming, the album appears to predominantly appeal to 
female audiences. Quite literally, the album Mots d’amour translates into “words of love.” The 
predominant stereotypes in society are that women are sensitive and romance-focused and that 
men are macho. In the early 2000s, gender discourse has not been as open as today. For an album 
that sings about love with intimacy and romance permeating the poetry, I believe that it primarily 
targeted a female audience.  
 Nonetheless, a lot of the poetry that is chosen in the texts are not gender specific. If I were 
to examine the text from a neutral perspective, I believe that the poetry could speak to both men 
and women. However, these songs are supposed to be more “sappy” (per gender stereotypes) and 
are written by a composer who is female. Unfortunately, this means that men will less likely choose 
this album over one by a male composer. As a result, when female customers are championing the 
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reception of Chaminade’s music, they are inadvertently buying into a stereotype—a stereotype 
designating that “love is all a woman is fit for,” per the words of Jo March in Greta Gerwig’s film 
adaptation of Louisa May Alcott’s classic, Little Women.48  
Despite the implicit sexism in the programming, there are other attributes seen in the 
booklet. There are a few more black-and-white snapshots of von Otter and Forsberg, in which the 
two artists sit closely at a piano, looking to discuss a piece of music. In the photos, Von Otter wears 
a simple striped shirt and Forsberg sports a white dress shirt and a black bow tie. The images paint 
a feeling that the songs are meant to be an intimate exploration of musical collaboration, in which 
the artists would actively exchange ideas while appear to be having fun. 
 “Fun” is a unifying message that runs throughout both the booklet design and the repertoire. 
Most of the songs and chamber music pieces are light, while the three piano duet pieces are more 
virtuosic but still upbeat. This album was one of the first of the modern era to dedicate an entire 
disk to Chaminade. Although the album is an effort to promote Chaminade’s music, the main 
artists, von Otter and Forsberg, introduced Chaminade’s works in a “cabaret” spotlight.  
In modern times, people continue to label Chaminade as a salon musical artist and discuss 
her in comparison with women composers. In a review of Mots d’amour by Stephen Pruslin from 
International Record Review on Amazon.com, Chaminade was described to be “indeed a salonist 
of the first rank.”49 The review further compares Chaminade with Lili Boulanger and Germaine 
Tailleferre, two French women composers from the early twentieth century. It is worth noting that 
when discussing composers who are women, people primarily compare them to others like them, 
rather than acknowledge the potential of their achievements in the field of all composers. This 
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marginalization, politically accurate or inaccurate, places composers who are women into boxes 
and deprives them of equitable appreciation.  
 On Amazon.com as well, one reviewer named Patricia A. Powell commented that it is 
“risky” for von Otter and Forsberg to record Chaminade and “perhaps it will not pay off for the 
artists.”50 Indeed, it is hard to start the conversation on Chaminade in a commercial recording 
because Chaminade is a lesser-known woman composer. In the 21st century, people’s perception 
of Chaminade is still first and foremost as a woman. The album sends a discrete message that if 
Chaminade’s music were not branded as something “fun” and “delightful,” it may not garner as 
much appreciation, because the broader, patriarchal music canon has not recognized it to be 
“substantial” like the works of W. A. Mozart, Ludwig van Beethoven, and Frederic Chopin.  
The album’s popularity has taken an interesting path. In 2002, it received a nomination for 
a Grammy Award, but its promotion did not persist. Following its release, von Otter and Forsberg 
had a concert at Wigmore Hall in London, where the artists performed “eight intriguing songs by 
little-known Swedish composers, five [songs] by [Franz] Schubert, and six songs by Cécile 
Chaminade.”51 We do not know which of the six songs by Chaminade von Otter sang. However, I 
observed that, whenever von Otter sang Chaminade’s songs in concerts following the album’s 
release, she paired them up with songs by other male composers. As a result, audiences attending 
those concerts did not necessarily get the full range of Chaminade’s tonalities; rather, only a small 
sample that briefly introduces the composer to the public. We can observe the juxtaposition of 
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Chaminade with other male composers in music critics’ discussion of Chaminade’s work and 
career as well.  
In the liner notes for the album, Gérard Condé praises Chaminade’s compositions but 
makes frequent comparisons of Chaminade’s songs to pieces by her contemporaries (especially 
Chabrier and Jules Massenet). Some of those observations— such as comparing Chaminade’s “Ma 
premiere lettre” to Massenet’s “Adieu, notre petite table”—are intelligent and tasteful. 52 
Nonetheless, when Condé compares almost every piece of Chaminade’s to works by a male 
composer, Chaminade is portrayed as a composer who cannot exist in her own sonorities. 
Comparing Chaminade’s sound to a well-known composer gives Chaminade context, but this type 
of reference makes it hard for listeners to be accustomed to Chaminade’s unique soundscapes. 
Enforcing an image that whatever Chaminade is doing is reminiscent of or modeling after her male 
colleagues reinscribes the message that Chaminade will continue to be overshadowed in modern 
times. 
 I have noticed a similar phenomenon in my own academic music experience. When people 
discuss female composers and comment that a female composer’s work sounds like a male 
composer’s, it is a double-edged sword for the female composer under debate. On the one hand, 
people ascribe female composers with relatability; on the other hand, people limit themselves from 
exploring the full range of these composers’ sound colors. While it is a good thing that people are 
acknowledging Chaminade, when done in this way, it also means that people are diluting her 
uniqueness and originality. A paradox arises, in which the process of giving Chaminade relatability 
further relegates the common audience to continue to perceive Chaminade, or other female 
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composers, as subordinates to their male counterparts. The total effect of this kind of framing is a 
regress for composers who are female.  
Von Otter’s Mots d’amour is a representative example of how advocacy for composers 
who are women has had to entertain to certain gender biases in order to appeal to the audience. 
Von Otter’s personification of the composer may help von Otter’s fans find relatability with 
Chaminade; however, it also weakens the empowerment, as it presents the common audience with 
a limited scope of Chaminade’s music. There appears to be a deadlock regarding the situation—
no matter how von Otter dresses, she cannot circumvent the inherent sexual biases in society. We 
are then faced with whether artists can properly introduce female composers or other marginalized 
composers and have the audience bypass preconceived judgment in the appreciation. In my 
analysis of Polk’s album, I will delve further into this issue and investigate how the lack of 
personification may help or hinder the championship of Chaminade’s music.  
 In contrast to von Otter’s photo-filled CD booklet, the cover art of Polk’s The Flatterer is 
a painting named “Man Reclining” by Tamara de Łempicka, a Russian-Polish painter of the 
twentieth century. Łempicka was widely popular amongst the affluent bourgeoisie in Paris and 
later in Hollywood in the U.S. She made a niche for herself by painting nudes in a post-cubism 
style that combines tradition and modernism. Critics often condemned the homoerotic character in 
her nude paintings, denouncing is as “corporality verging on kitsch or sin at least” and “the 
propagator of perverse painting.”53 In some ways, Łempicka’s career bears a resemblance to 
Chaminade’s, as both artists were popular with a particular audience but unpopular among their 
contemporary critics. Łempicka’s popularity faded after WWII when surrealism and abstract art 
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became the styles en vogue. In contrast to Chaminade, Łempicka tried to adjust her style to fit the 
then-emerging surrealist aesthetic, although without commercial success.   
My first impression of the cover art was that this painting looks very eerie for a classical 
music album. The painting juxtaposes a man whose attire suggests an interior setting against a 
nature-inspired background. The body language of the subject’s pose is suggestive and seductive. 
Additionally, the reclining position has an air of openness; yet, there is a certain formality, as the 
man is dressed in a suit of costly fabric. The subject seems to have a desire for freedom to wander 
and not confine to forms. The openly erotic vibe of the painting looks like a business play, 
extending an invitation for people to and delve deeper and hinting at a connection with the qualities 
in the album’s programming.  
Furthermore, there is a word play present in the title “The Flatterer,” suggesting that 
Chaminade’s music served to be a flatterer to people. It is important to remember that a flatterer 
is not all negative, as a flatterer in the sense of entertainment can bring people joy and make them 
feel important. I think there is a potential double meaning here: I believe that the use of this image 
is also trying to say that people should look beyond the surface, beneath what may appear to be a 
flatterer. 
         The programming reflects some of this play on expectations. The program starts with the 
album’s namesake, “The Flatterer,” presents a few tuneful, lyrical pieces by Chaminade, then dives 
into more challenging and virtuosic pieces. The programming concludes with pieces with a flair 
of improvisation and humor, bringing it full circle to what a flatterer may do for jest and social 
attention. 
         Overall, I think this design is an effort to champion Chaminade. It presents a ranging 
portrait of her and a wide range of potential in Chaminade’s compositions, shattering preconceived 
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expectations and many of the trends I have observed across my research. However, compared to 
von Otter’s album, the effect of Polk’s album is easier to achieve with Chaminade’s piano pieces 
than with her vocal repertoire. This is because, in the world of piano, “seriousness” is often judged 
based on the harmonic complexity and virtuosity of a composition. Whereas, for vocal writing, 
there are different standards for assessing technical difficulty, depending on the range and vocal 
lines for the targeted voice type, among other factors. 
 Relating the programming to Łempicka’s painting (as it is the only piece of visual art other 
than a headshot of the pianist in the booklet), I think there is a subtle gesture to advocate for gender 
fluidity. Łempicka herself was openly bisexual and did not shy away from discussing her 
relationships with both men and women. Although the subject of the painting is male, it hints that 
both men and women can be a flatterer. As a result, the common conception that Chaminade’s 
music is foremostly delightful (in the sense of entertainment) or “flattering” is sexist and invalid. 
There is also the possibility that Chaminade had positioned her works in a non-binary gender zone 
(as seen in previously cited comments about Chaminade’s wrestle with “masculinity” and 
“femininity” in her works) in order to be viewed as a serious composer. I believe the pairing of 
this painting with the selected program is a subtle nod to the possibilities of interpretation 
underlying in both Chaminade’s works and Łempicka’s: female artists who created unique legacies 
by developing their art in a specific style.     
 In the liner notes, Jeffrey Langford discusses Chaminade in relation to both her 
contemporary male and female colleagues. Langford describes some of Chaminade’s early 
compositions in “serious genres” as: 
a deliberate decision...to demonstrate that she had the technique and musical 
inspiration to compete on an equal footing with any of her contemporary male 
colleagues...For any composer [publishing over four hundred works] would 
constitute a noteworthy achievement, but when compared to the work of her most 
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famous nineteenth-century female predecessors -- Clara Schumann and Fanny 
Mendelssohn -- Cécile Chaminade stands out.54 
 
As seen in Langford’s criticism, I think it is important to note that, being a composer who is a 
woman, Chaminade will always be subject to double standards—the achievements of male 
composers and the achievements of women composers. People measure Chaminade against male 
composers for “seriousness” based on Chaminade’s output in “serious” genres and compare 
Chaminade to women composers based on publication numbers. Unfortunately, none of those 
opportunities were remotely equitable in Chaminade’s days, from access to performance to 
publication resources. It would be much easier to discuss Chaminade’s merit had the bars been 
equal. I believe this is a problem not only for Chaminade but also the greater discourse for women 
composers. 
The album The Flatterer did not have a public recital tour after its release. Like the 
reception of Mots d’amour, the lack of touring suggests that there may not have been as much 
popularity or attention from the public. On Amazon.com, von Otter’s album has thirteen reviews, 
and Polk’s album has five. Given the lack of promotion and touring, I conjecture that the artists 
aimed to focus on personal and academic interests instead of sales numbers. While it is significant 
that artists are shedding light on underrepresented composers like Chaminade in these projects, the 
mass public and music community do not get to hear about those ventures. 
 Each of the albums makes an effort to champion Chaminade’s music by presenting a 
program that carries features relating to the visual theme in the cover art and booklet. Von Otter’s 
album personifies the composer, but the empowerment through attire undercuts the effect, 
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reinforcing certain stereotypes about women. Nonetheless, the album's light aesthetic makes 
reviewers appreciate the “salon” side of Chaminade. Polk’s album overturns popular expectations 
surrounding Chaminade’s music by subtly integrating a gender discourse between the cover art 
painting and the program. However, the liner notes by Langford pose the problem of double 
standards in evaluating Chaminade’s music, which is a drawback in the advocacy. 
An overarching trend I notice with Chaminade is that the more people regard Chaminade 
as a light music composer, the more popular she can be. In a way, it is almost as if people want 
her to be that way. Perhaps some embrace of Chaminade’s music in the salon genre is genuine. 
However, regardless of past or present time, people are uncomfortable with Chaminade being a 
serious, complex composer. Chaminade herself wants to be taken seriously. The composer’s 
legacy thereby leads to a question of whether a composer who is female could be received as both 
“popular” and “serious.” The irony is that whether it was in Chaminade’s time or modern society, 
the patriarchy dictates what constitutes as “serious music.” 
From surveying sheet music and CDs of Chaminade’s compositions, I have gained a 
greater understanding of the composer’s market expectations and the ways Chaminade utilized 
those expectations to promote her work. In answering the question “Who is Chaminade?,” there is 
still a long way to go. A lot of the information surrounding her biography and reception is unknown. 
It also does not help that the standards against which she is measured are inherently unfair, even 
in modern times. This research project showed me some of the ways gender stereotypes continue 
to permeate and affect many aspects of music reception. By deeply engaging with the reception of 
Chaminade’s compositions, I hope that more people can come to appreciate the identity and value 
of women composers and their works, as they hold an indispensable place of membership in the 
tapestry of classical music.   
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